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ABOUT THE RESTORATION

This new digital restoration was undertaken by the Criterion 
Collection with L’Immagine Ritrovata and Metropolis Post.  
The original 16 mm A/B reversal was scanned in 16-bit 4K 
resolution. The restoration was supervised and approved by  

D. A. Pennebaker, Chris Hegedus, and Frazer Pennebaker.  
The soundtrack was remastered by Eddie Kramer from the  
original analog 8-track tapes produced by Lou Adler and  
John Phillips.

“California at that point was 
everybody’s idea of a new kind  

of place to find yourself . . .  
It wasn’t just the drugs, but the  
kind of music and the lifestyle  

that it began to represent.” 
—D. A. Pennebaker 

“Monterey was the purest, most 
beautiful moment of the whole 
sixties trip . . . It was a magical,  

pure moment in time.”  
—Dennis Hopper

“Ralph Gleason and Bill Graham 
helped bring San Francisco and Los 

Angeles together. They were the 
musical ambassadors who really 

made the festival happen.”  
—Lou Adler

On a beautiful June weekend in 1967, at 
the beginning of the Summer of Love, 
the first Monterey International Pop 
Festival roared forward, capturing a 
decade’s spirit and ushering in a new 
era of rock and roll. Monterey featured 
career-making performances by Jimi 
Hendrix, Janis Joplin, and Otis Redding, 
but they were just a few among a wildly 
diverse cast that included Simon and 
Garfunkel, the Mamas and the Papas, 
the Who, the Byrds, Hugh Masekela, 
and the extraordinary Ravi Shankar. 
With his characteristic vérité style, D. A. 
Pennebaker captured it all, immortalizing 
moments that have become legend: Pete 
Townshend destroying his guitar, Jimi 
Hendrix burning his.
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JUNE 16: FIFTY YEARS LATER
On June 16, 1967, the Monterey International Pop Festival 
kicked off a three-day celebration that brought together more 
than thirty musical acts, both prominent and lesser-known, 
resulting in a groundbreaking array of sounds and styles.  
Around one hundred thousand attendees descended on the 
Monterey County Fairgrounds, many of them disillusioned  
with the American government, consumerist values, and the 
Vietnam War. 

The festival took place at the beginning of the Summer of 
Love, during which young people were inspired to congregate 

in New York, London, and, predominantly, San Francisco, and 
which played an important role in defining a counterculture 
that still looms large in the American consciousness. Although 
the music industry has changed in the decades since, today’s 
political climate is turbulent once again, and the concept of 
the “gathering”—the exchange of ideas in the name of social 
change—is stronger than ever. 

Janus Films is thrilled to rerelease Monterey Pop in theaters in 
a new 4K restoration to celebrate the fiftieth anniversary of the 
Monterey International Pop Festival and the Summer of Love.

FOREWORD TO A PERFECT HAZE
BY LOU ADLER

The impetus to stage the Monterey 
International Pop Festival evolved one 
night in 1967, at Cass Elliot’s house. Paul 
McCartney, John and Michelle Phillips, 
Cass, and I were discussing, along with 
other highly inspired issues, the general 
perception of rock and roll, and that, while 
jazz was considered an art form, rock and 
roll was continually viewed as a fad, a 
trend—and yet both were American-born 
musical genres.

Not too long after that night, John and 
I were approached by Alan Pariser and 
a promoter named Ben Shapiro, who 
wanted to hire the Mamas and the Papas 
to headline a one-day blues and rock 
event at the Monterey fairgrounds. Later 
that night—actually, at three o’clock in 
the morning—John and I had decided, 
influenced by some heavy “California 
dreamin’,” that it should be a charitable 
event. Shapiro, who had envisioned a 

commercial event, eventually decided 
to leave the project, and we bought the 
dates from him. John and Michelle, Paul 
Simon, Johnny Rivers, Terry Melcher, 
and I put up $10,000 apiece; with six 
weeks to go, the Monterey International 
Pop Festival, a three-day nonprofit 
event, was becoming a reality.

We established a board of governors that 
consisted of Donovan, Mick Jagger, Paul 
McCartney, Jim [later Roger] McGuinn, 
Terry Melcher, Andrew Loog Oldham, Alan 
Pariser, Johnny Rivers, Smokey Robinson, 
Brian Wilson, John Phillips, and myself.

The offices for the festival were on Sunset 
Boulevard, in the old Renaissance Jazz 
Club building. John, Michelle, and I were 
totally consumed with the festival. We 
spent all the preceding weeks in the office 
or in Monterey. The festival’s office had a 
real buzz going through it: David Crosby 

and Stephen Stills hanging out; Procol 
Harum’s “A Whiter Shade of Pale” being 
played over and over; Michelle on the 
phone, selling ads for the program book; 
John and me on the telephone, talking to 
managers and potential acts. Alan Pariser 
would stay on as a producer. Derek Taylor, 
who personified the perfect English 
gentleman and had worked with Brian 
Epstein and the Beatles, was our publicist. 
Tom Wilkes was hired as art director.

Everyone agreed that the lineup of 
acts would represent all genres of the 
immediate past, present, and future of 
contemporary music, and that all the acts 
would be treated the same and have first-
class travel and accommodations.

For the most part, everyone jumped on 
very quickly, especially the LA groups like 
the Byrds and Buffalo Springfield. Phil 
Walden, Otis Redding’s manager, knew 



immediately that Otis would be right for 
Monterey and Monterey would be right 
for Otis. He had no doubts at all, before 
or after. Andrew Oldham suggested Jimi 
Hendrix. John contacted Paul McCartney, 
who raved about Hendrix and the Who. 
Simon and Garfunkel and the Mamas and 
the Papas were committed. Soon we had 
commitments from the Butterfield Blues 
Band and the Electric Flag. Ravi Shankar, 
who had been signed by the original 
producer, and Hugh Masekela added to the 
international flavor of the festival beyond 
the English acts. The festival was beginning 
to take shape. What was missing was 
representation from Northern California.

There existed a conflict. John and I being 
“LA,” and the type of business acumen that 
we had developed, gave us a reputation 
for being slick—too slick, in the eyes 
of the San Francisco groups and their 
management. Andrew Oldham and I met 
with Ralph Gleason, the very respected 
journalist of the San Francisco Chronicle, 
and he gave his blessing to the festival, as 
did Bill Graham. That opened the door for 
San Francisco groups like Big Brother with 
Janis Joplin, the Airplane, and the Grateful 
Dead to sign on, bringing an innovative and 
fresh underground feel to the festival.

The April 1967 debut of Tom Donahue’s 
KMPX FM radio station, located in San 
Francisco, added yet another dimension 

to the change that was happening in the 
world of pop music that the Monterey Pop 
Festival would solidify.

There must have been 1,500 requests  
from news outlets and journalists to 
attend. Derek Taylor handled people 
graciously, even while telling them they 
weren’t getting any press passes. David 
Wheeler handled our security. The 
Monterey Police Department had their 
own security, and the numbers employed 
were overkill the first day because, in Chief 
Marinello’s mind, the hippies and the Hells 
Angels were the same. However, their 
numbers were lessened dramatically after 
the first day of “music, love, and flowers.”

Our stage manager, Chip Monck, and his 
crew, which included Al Kooper, were 
amazing. It’s one thing to build a stage; 
it’s another to get thirty-two acts on and 
off, changing instruments and keeping the 
talent and the audience happy. It hadn’t 
been done before.

It was a lovefest from the opening chord 
of “Along Comes Mary,” continued by Otis 
Redding and his salute to what he called 
“the love crowd,” and ending in a cultural 
explosion with performances by Janis 
Joplin, Jimi Hendrix, and the Who.

And it is a source of pride to reflect on 
the artists that performed for free at 

Monterey on June 16, 17, and 18 in 1967. 
As John Phillips put it then, “Let’s give 
something back.” They are still giving back 
through the Monterey International Pop 
Festival Foundation, the first rock-and-roll 
charitable foundation and event, which  
laid the template for Live Aid and Farm 
Aid. At the conclusion of the festival, David 
Crosby said, “I hope the artists know what 
they have here, the power of it to do good. 
It’s an international force.”

The Monterey International Pop Festival 
was, and still is, about the music and 
the artists who had breakthrough 
performances there, and how much impact 
they have had over these many years. It 
was the first major music festival. It wasn’t 
about the weather or traffic jams. It was 
and will always be about the music. This 
book documents the influence of Monterey 
and just how valuable it was for all 
concerned: the artists, the music industry, 
and all those who play, sing, or listen to 
rock and roll.

Excerpted from A Perfect Haze: The 
Illustrated History of the Monterey 
International Pop Festival, published by 
Santa Monica Press. © 2011 by Harvey 
Kubernik and Kenneth Kubernik. All rights 
reserved. Reprinted with permission; not for 
republication. 

ON MONTEREY POP
BY D. A. PENNEBAKER

It’s been fifty-some years since I first flew 
up to Monterey with Lou Adler and John 
Phillips. John and Lou were planning a 
huge music festival of pop music, and it 
was going to take place there. Now I was 
going to see what it looked like and figure 
out how to film a music festival, my first. 
I assumed that there would be some sort 
of arena for the show to take place in, 
but what we found was a kind of park 
for agricultural exhibitions. We were 
going to have to build our own stage 
and in fact build a whole festival layout. 
And when the thirty or forty bands 
arrived and started playing, I would 
have to figure out how to film them.

The music performances would be 
recorded on 8-track recorders, which 
had only recently been invented and 
were quite rare. The real complication 
was getting the film we shot to sync 
with the sound. The cameras we were 
going to use weighed heavily on my 
mind as we had made them ourselves. 
There were no commercial cameras 
we could handhold that would run 
the film in real time and sync to the 
sound. And the syncing was not always 
perfect. At one point in the Jefferson 
Airplane performance of “Today,” in 
a striking close-up, Grace Slick can be 
seen singing, but the voice you hear is 

Marty Balin. They were singing a duet 
but only half, Marty’s half, got recorded.

We knew that there was going to be 
much more music than we could fit into 
a ninety-minute film, so Bobby Neuwirth 
tended a red light at the edge of the 
stage that would be on for the songs we 
had chosen so all the cameras would 
know what to shoot. But when Jimi 
Hendrix or Otis Redding or the Who 
got going, the red light never went off. 



 TRIVIA
 —D. A. Pennebaker’s immediate attraction 
to the project came from his desire to 
know and film California, a place that 
loomed large in his imagination on 
account of Bruce Brown’s 1966 surf 
documentary The Endless Summer. For 
Pennebaker, California represented “the 
possibility of place.”

 —Pennebaker knew from the outset that 
he wanted to avoid backstage interviews, 
and that he wanted to shoot the 
performers close up, from the perspective 
of someone watching the show from a 
very good seat. The camera magazines, 
weighing fifteen pounds each, allowed the 
crew to capture up to thirty minutes of 
footage at a time.

 —The 8-track recorder used for the 
film was provided by the legendary 
audio engineer Wally Heider, who was 
responsible for recording some of the 
most significant albums capturing the 
San Francisco sound of the era, including 

Volunteers, by Jefferson Airplane; 
American Beauty, by the Grateful Dead; 
and Déjà Vu, by Crosby, Stills, Nash, and 
Young. The “live” audio soundtrack was 
produced by John Phillips and Lou Adler. 

 —The filmmaking team included now-
legendary figures in the documentary and 
art worlds, including cameramen Albert 
Maysles (who went on to codirect Gimme 
Shelter and Grey Gardens) and Richard 
Leacock (who had previously shot Robert 
Flaherty’s Louisiana Story and, with 
Maysles, Robert Drew’s Primary), as well 
as assistant cameraman Brice Marden 
(who became a well-known artist). 

 —Monterey Pop was conceived as a 
television special to be shown on ABC, 
but after executives got a glimpse of Jimi 
Hendrix’s incendiary showmanship, they 
rejected the footage and the network 
returned the rights to the filmmakers, 
saving the film from being buried and 
making possible its lasting legacy.

 —One night, after returning to New York 
City from California, Pennebaker went 
to the celebrated music venue Max’s 
Kansas City and jotted down a kind of 
playlist for the film on a menu. He knew 
one thing for certain: the film had to  
end with the Ravi Shankar’s raga. Very 
little ultimately changed from this 
original plan.

 —After his breakout performance at 
Monterey, Otis Redding retreated to 
Marin County, California, where he 
worked on writing “(Sittin’ On) The 
Dock of the Bay,” a song that became the 
first posthumous number one single for 
an artist, following Redding’s death in a 
plane crash in December 1967.

 —There was discussion about a second 
festival the following year; however, the 
idea was abandoned. Now, fifty years later 
to the date, the second festival, Monterey 
Pop 50, will be held at the same site on 
June 16, 17, and 18 of this year. 

A share of the proceeds from Monterey Pop 50 will go to the Monterey International Pop Festival Foundation, a nonprofit 
charitable and educational foundation empowering music-related personal development, creativity, and mental and physical 
health. The foundation continues to award grants to qualified organizations and individuals with identifiable needs in those areas 
on behalf of the artists who appeared at the Monterey International Pop Festival on June 16, 17, and 18, 1967.



ARTISTS
The Mamas and the Papas
John Phillips: lead vocals, rhythm guitar
Michelle Phillips: lead vocals
Cass Elliot: lead vocals
Denny Doherty: lead vocals, rhythm guitar

Canned Heat
Bob “the Bear” Hite Jr.: lead vocals
Al “Blind Owl” Wilson: guitar, harmonica, vocals
Henry Vestine: rhythm guitar
Larry “the Mole” Taylor: bass
Frank Cook: drums, percussion 

Simon and Garfunkel
Paul Simon: vocals, guitar
Art Garfunkel: vocals

Hugh Masekela
Hugh Masekela: trumpet
Rick Neesai Botchway: guitar
Stanley Todd: bass, vocals
Nat Hammond: congas, flute
Big Black: congas
James Morton: congas
Isaak Asante: drums

Eric Burdon and the Animals
Eric Burdon: lead vocals
John Weider: guitar
Victor Briggs: guitar, piano
Danny McCulloch: bass
Barry Jenkins: drums

Big Brother and the Holding Company
Janis Joplin: lead vocals
Sam Andrew: vocals, guitar
James Gurley: lead guitar
Peter Albin: bass
David Getz: drums, percussion

Jefferson Airplane
Marty Balin: lead vocals
Grace Slick: lead vocals
Paul Kantner: vocals, rhythm guitar
Jorma Kaukonen: lead guitar
Jack Casady: bass
Spencer Dryden: drums

The Who
Roger Daltrey: lead vocals
Pete Townshend: guitar, vocals
Keith Moon: drums, percussion
John Entwistle: bass

Country Joe and the Fish
Country Joe McDonald: lead vocals, guitar
Bruce Barthol: bass, guitar
Barry Melton: lead guitar
David Cohen: keyboards
Gary “Chicken” Hirsh: drums, percussion

Otis Redding 
with Booker T. and the MG’s and the Mar-Keys
Otis Redding: vocals 

Booker T. and the MG’s
Booker T. Jones: organ
Steve Cropper: guitar
Donald “Duck” Dunn: bass
Al Jackson Jr.: drums, percussion

The Mar-Keys
Wayne Jackson: trumpet
Joe Arnold: tenor sax
Andrew Love: baritone sax

The Jimi Hendrix Experience
Jimi Hendrix: guitar, vocals
Noel Redding: bass, backing vocals
Mitch Mitchell: drums, percussion

Ravi Shankar
Ravi Shankar: sitar
Alla Rakha: table
Kamala: taboura
 
 
Note: While every effort has been made 
to ensure accuracy of artist names 
and band lineups, some inconsistencies 
may still be present.

CREW
A film by D. A. Pennebaker
A John Phillips/Lou Adler Production

Camera: D. A. Pennebaker,  
Richard Leacock, Nick Proferes,  
Albert Maysles, James Desmond,  
Barry Feinstein, Roger Murphy

Assistant camera: Robert Leacock,  
Brice Marden

Stage director: Bob Neuwirth,  
with Tim Cunningham, Baird Hersey,  
John Maddox, Nina Schulman, Peter Pilafian

Stage lighting: Chip Monck

Light show: Headlights

Concerts recorded by Wally Heider

Additional sound: Robert Van Dyke,  
John Cooke

Titles: Tomi Ungerer

Editor: Nina Schulman, Mary Lampson

Unit manager: Peter Hansen

Assistants: Pauline Marden, Peyton Fong,  
Larry Mong


